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Program Notes 


GEORGE CRUMB (b. 1929) 

Madrigals, Book II (1965) 

The Madrigals were composed between 1965 and 1969. Like many 
of Crumb’s most significant works, including Songs, Drones and 
Refrains of Death (1968) and Ancient Voices of Children (1970), they 
are constructed from fragments of poetry by Federico Garcia Lorca. 

In a sense, his many Lorca pieces constitute, as the composer has 
pointed out, “an extended cycle.” Still, each work stands firmly on 
its own merits. 

The four books, which last about thirty-two minutes in 
performance, are scored for soprano and a variety of instruments: 
vibraphone and double bass in Book One, alto flute (doubling flute 
and piccolo) and percussion in Book Two, harp and percussion in 
Book Three, and flute, harp, bass and percussion in Book Four. 

Fierce themes of Eros and Thanatos haunt the piece, reflected in its 
agitated, percussive idiom and angular, often harsh vocal lines. The 
texts evoke Goyaesque images: Verte desnuda es recordar la tierra 
(“To see you naked is to remember the earth”), Los muertos llevan 
alas de musgo (“The dead wear mossy wings”), both from Book One; 
/La muerte me esta mirando desde las torres de Cordoba! (“Death is 
watching me from the towers of Cordoba!”) from the last book. 

Crumb’s penchant for hidden structures is evident in the first 
madrigal of Book Three, La noche canta desnuda sobre los puentes 
de marzo (“Night sings naked above the bridges of March”), in which 
he uses two instrumental isorhythms of different lengths, while the 
voice floats unencumbered above. Yet the Madrigals are, like all 
of Crumb’s music, more about meaning than technique. Dark and 
disquieting, they are the music made when reason sleeps. (Michael 
Walsh, liner notes for George Crumb: An Idyll for the Misbegotten, 
Vox Balaenae, Madrigals, New World Records 80357) 

Text translation 

I Bebe el agua tranquila de la cancion aheja 
Drink the tranquil water of the antique song 

II La muerte entra y sale de la taberna. La muerte entra y sale , y sale 
y entra la muerte de la taberna. 

Death goes in and out of the tavern. Death goes in and out, and out 
and in goes the death of the tavern. 

III Caballito negro. Donde llevas tu jinete muerto? Caballito frfo. Que 
perfume de flor de cuchillo! 

Little black horse. Where are you taking your dead rider? Little cold 
horse. What a scent of knife-blossom! 

GIACINTO SCELSI (1905-88) 

Ogloudoglou (1969) 

The spiritual world of Scelsi’s mature works is rooted in an exotic 
mix of pantheism and theosophy, derived from Gurdjieff, Blavatsky 
and Sri Aurobindo, but also stimulated by Scelsi’s own visits to India 
and Nepal. Scelsi saw his work as straddling the aesthetic worlds 
of East and West, using the instrumental resources of the West in 
music whose meditative focus on individual tones has obvious links 
to both the monastic traditions of Tibetan Buddhism and the ison 
principle of Byzantine Orthodox worship[...] 

Scelsi’s approach to composition was itself hybrid: for him 
music was not a communicative medium but something immanent, 
revealed through the creative process. His reluctance to describe 
his working methods as ‘composing’ stemmed from the belief that 
music passed through him; it was not something ‘put together’ by 
him. Indeed the working method of his mature years was unusual, 
depending primarily on the selective transcription of improvisations 
made in a quasi-meditative state. (Grove Music Online) 


MILTON BARNES (1931-2001) 

Anerca (1979) 

I. Chant 

II. Song 

III. Dance 

Anerca for solo bassoon is a transcription of an original vocal 
music setting of two Inuit poems, also by Milton Barnes. The first 
movement, Chant, is based upon an Inuit folk motif. (Tyler Versluis) 

ANDRE JOUVET (1905-74) 

Messe Pour le Jour de la Paix (1940) 

The musical works of Andre Jolivet can accurately be described as a 
cross-blend of the spiritual exoticism of Messiaen and the acoustic 
sound experiments of Edgard Varese. In fact, Jolivet studied 
composition with Varese from 1929-30 and was a fellow colleague 
of Messiaen in their society “Le Jeune Francais”, an artistic 
collective noted for their vocal opposition to the music of Stravinsky, 
Les Six and central European experimentalism. In the connection 
with “Le Jeune Francais”, much of Jolivet’s music embodies a 
spiritual quality, which the composer developed as a reaction 
to an increasingly “mechanical and impersonal world”. Jolivet’s 
Messe pour le jour de la paix for voice, organ, and tambourine was 
composed in France in 1940 when this petition for spiritual peace 
was most apt. (Tyler Versluis) 

PATRICK MCGRAW 
Lyca (2014*) 

I. The Little Girl Lost 

II . The Little Girl Found 

Lyca is a setting of a pair of poems by William Blake, The Little Girl 
Lost and The Little Girl Found, which appeared in his illustrated 
volume Songs of Experience, dated 1794. On the surface, the two 
poems tell the story of a girl named Lyca who is lost in the woods, 
and of her parents’ search for their lost child. The opening stanzas, 
however, seem clearly to suggest that the story has a deeper, 
mythical or symbolic meaning. Readers have offered a variety of 
allegorical interpretations. The imagery in the poem is ambiguous 
and open to multiple readings: the sleeping Lyca is rescued, or 
perhaps abducted, by a lion. Lyca’s encounter with the lion may be 
read as symbolic of a child’s first encounter with the adult world of 
experience, and of adult passions. Her parents, initially frightened 
by the lion, come to see that he is not to be feared. By making 
peace with their daughter’s growth into adulthood, they themselves 
enter into a more peaceful state. One can also read the story as 
a kind of reversal of the Genesis myth: the “desart wild become 
a garden mild” of the opening section representing a recovery of 
Edenic innocence. The girl leads her parents out of the strife-torn 
world into a more peaceful state in which they need not fear the 
lion. Symbolically, Lyca’s rescue/abduction by the lion and her 
parents’ peace with the lion redeem humanity from guilt and fear. 

In my musical treatment, I was guided by the dual nature of the 
poems: their apparent epic significance as well as the quite human 
emotions of the lost girl and her parents. (Patrick McGraw) 

TYLER VERSLUIS 
Fantasia (2014*) 

I. Canzona Prima Della Fantasia 
II .Fantasia 

In many regards, this Fantasia for large ensemble represents a 
previously unexplored dimension for myself, an attempt to pick up 
different musical tools than usual. In this case, these tools are 
antique and faded, torn most unceremoniously out of their original 
frames and redistributed in a collage of ironic and semi-ironic 
Baroque pastiche. I wrote this piece for University of Toronto’s new 
music ensemble, gamUT in February 2014. (Tyler Versluis) 


